3 its traditional Chinese counterpart after the collapse of the Qing Dynasty . 3 The May Fourth Movement that took place in the early twentieth century adopted the Western view of time as a succession of events and periods, enthusiastically advocating it as part and parcel of the movement's enlightenment agenda. 4 A well-known poet and intellectual from that era, Guo Moruo (1892 Moruo ( -1978 , exemplified this attitude when he wrote, "History is evolutionary. All things in the universe are evolving. Human society is progressing. No one could deny this reality.
History is like an irreversible arrow pointing toward one destination. Nothing is outside of this plot." 5 Crucially, the May Fourth Movement did not just promote a progressive notion of time; it presented that notion as an indisputable truth, designating other perceptions as false, feudalistic and backward. Thereafter, the seasonal, cyclical concept of time passed down in Chinese tradition was gradually ejected from the dominant historical discourse. The Mao era (1949 -1976 saw a continuation of this linear perception of time. The Chinese Communist ideal is 3 The linear notion of time was introduced to China as early as the end of the nineteenth century during the late Qing dynasty. The Chinese scholar and translator Yan Fu (1854 Fu ( -1921 rendered Thomas Henry Huxley's Evolution and Ethics into Chinese and published it as Tianyan Lun in 1898. This book stirred up among intellectuals an intense and widespread interest in terms such as "evolution" and "progress."
4 The May Fourth Movement was a nation-wide, nationalistic, anti-imperialist movement, which sprang from the massive student demonstrations in Beijing on May 4th, 1919. It followed the announcement of the terms of the Versailles Treaty that transferred Germany's territorial rights in China to Japan rather than return them to the Chinese. The present article uses the term "May Fourth Movement" in a broader sense, referring it to the New Culture Movement (1915 Movement ( -1921 whose participants blamed harshly traditional culture for the dramatic fall of China into a subordinate international position and promoted Western notions instead, especially science and democracy. 5 Guo Moruo, Anthology of Guo Moruo's Works: History 3 (Beijing: Renmin wenxue chubanshe, 1984), 27. 4 teleologically oriented, having as its purpose the overthrow of a "backward" feudal system and the furtherance of the goals of "advanced" socialism and communism. During this period, China witnessed the national campaign of the Great Leap Forward, whose slogan ran, "To surpass England within fifteen years and to catch up with America within twenty years." This objective alone dramatically reflects the degree to which China plunged itself into the logic of linear development.
In the Post-Mao era (1976-), China's promotion of teleological development simply continues and reinforces the symbiotic relationship between modernity and linear time that has prevailed since the beginning of the twentieth century. Novus in which an angel, facing the front with his back twisted toward the opposite direction, fixes his eyes on the accumulation of ruins over the course of history. The angel is propelled into the future and witnesses "the pile of debris before him growing skyward." 8 According to
Benjamin, the storm that forcefully moves this angel is what we know as "progress." In many respects, Benjamin's storm metaphor aptly describes the modernization project in the post-Mao era, to the extent that the project engulfed China in a torrent of fast-paced development. The angel's imagined orientation bears emphasizing: while his spread wings speak to an existence turned toward a future, his eyes linger on the ruins, a reminder of a wealth of energy, possibility and potential. The angel's gaze calls our attention to the excluded, to all that the "storm" of modernity has left smashed and splintered. Much like the lingering eyes of Benjamin's/Klee's 7 "Looking forward" (xiang qiankan), ironically, is a homonym for "looking at money" in Chinese, a locution that betrays the fetishization of money in the post-Mao society. that the roots-seeking literature's "re-evaluation of national history was not purely nostalgic but, to a great extent, [it] reaffirmed the validity of grand history by guiding the historical development toward an ideal future through the detour of recalling the presumably purer and more vital primitive." 15 For Yang, the evocation of the imagined past conforms to, rather than challenges, the telos of history. Insightful as it is, the current scholarship tends to invoke the past as a monolithic given, as indicated in the frequent use of the capitalized "Nature" and "Culture";
it therefore fails to spell out the intricacies of the roots that Han Shaogong intends to rediscover and reclaim. The notion of "root" in his writing departs crucially from the conventional understanding of the term. Han's emphasis on the plurality of roots forms a centrifugal drive, away from any monocultural concept of Chineseness and away from any centralized narration of Chinese history.
The notion of "root" resides at the center of the discourse of Chineseness. When Zhixian disconcertedly escaping from the village, and in a state of mounting perplexity about who he may be.
The story is usually interpreted from a perspective of the identity crisis faced by the educated-youth generation. Scholars read Huang Zhixian's confusion as a living representation of the educated youth's feeling of rootlessness-their sense, after they returned to urban areas, of belonging neither to the cities nor to the countryside. Yi-Tsi Mei Feuerwerker argues, "The notion of a fractured self, the lack of a coherent, continuous, autonomous subject, may coincide with the theories of postmodernism, but it can be seen no less as the product of a specific history, the destructive effects on selfhood from the countryside experience during the Cultural The writing of the educated-youth experience in the wake of the Cultural Revolution often promotes a redemptive narrative that runs parallel to the official ideology of "moving forward." For instance, in Zhang Chengzhi's novella The Black Steed (1982) , the educated-youth protagonist achieves a spiritual rebirth through a homecoming journey, reconnecting with the Mongolian ethnic minority into which he was sent down. By contrast, Han Shaogong's
"Homecoming" appears to cast the hope of healing and moving on as a mere fantasy. The village in Han's narrative is not a spiritual home but the site of a nightmare, or a ghost that haunts, terrifies, and disrupts the temporal flow.
In the phantasmagoric land of "Homecoming," the boundaries between the past, the present and the future blur and collapse. The Chinese title of this story, "Gui Qu Lai," sensitively captures its manner of interlacing temporal strands. "Gui Qu Lai" literally means "return, go, come." This title reminds one of the fourth-century Chinese poet Tao Qian's famous work "Gui Qu Lai Xi Ci," which is also translated as "Homecoming" in many English versions. Tao Qian was known foremost for his reclusiveness, as he sought out a bucolic and serene existence away from the hustle and bustle of government affairs. His "Gui Qu Lai Xi Ci" celebrates the idyllic village way-of-life and reaffirms his withdrawal from government service. Allusive as it is to Tao's title, Han Shaogong's story conveys a feeling quite separate from the relaxed and contented sentiments of the poem. Rather than enjoying his return to the village, Han Zhixian is hopelessly baffled by spatiotemporal disorientation.
16 Han Shaogong's slight play on Tao Qian's original title makes this sense of disorientation palpable. Tao Qian's poem is titled "Gui Qu Lai Xi Ci," whereas Han names its story "Gui Qu
Lai," with the last two words "xi" and "ci" omitted. According to Dai Qinli, an expert on Tao Qian's poetry, the title of Tao's poem has a clear meaning of "gui qu," or "return," as both "lai"
and "xi" in his title are merely functional words. 27 By simply juxtaposing the three words "gui,"
"qu," and "lai" in the title, Han Shaogong guides the reader to construe "lai" as an autonomous word meaning "come." Han's modification of Tao Qian's title thus creates new implications that stray away from the original. Aligning "gui" (return), "qu" (go), and "lai" (come) side by side obscures the notion of spatiality as well as temporality. One is pressed to ask: to which direction does the story lead-to return, to go, to come? Where is the destination-the city, the countryside, neither? Which action precedes which? The timeline is rendered anarchic. This utter disorder and puzzlement presents an important challenge to the rosy picture of the national identity reconstruction project following the Cultural Revolution. It also looks skeptically at the romantic ideal of a seamless transition from present to past.
Such a temporal condition evokes the Freudian realm of the unconscious, in which a fixed point of temporal reference is lost; a psychic timeframe replaces the external one. Indeed, rather than facing the prospect of a bright future, the protagonist, Huang Zhixian, journeys into the unconscious, and therein confronts the real. Huang's simultaneous feeling of familiarity and unfamiliarity further calls into mind Freud's notion of the "uncanny," or "unheimlich" in German, a word that surprisingly contains in itself the meaning of its opposite, "heimlich" The body seemed strange, and alien. I had no clothes on, and there was no one here but me, so no one to cover myself up for or pose for. There was only my naked self, my own reality.
32
Yi-tsi Mei Feuerwerker asserts that Huang is now "verging onto a moment of 'truth'," which comes in the recognition that he actually is Glasses Ma. 33 When the gaze of others is absent,
Huang subjects himself to his own gaze, and his alter ego, a former educated youth, emerges from the scrutiny of his naked form. This scene, however, does more than simply clarify the mystery of his identity. The act of undressing exposes a salient scar on Huang Zhixian's body.
While bathing, Huang soon notices this scar on his leg and sinks into a reverie of doubt about what seems to have happened:
I started to wipe an inch-long scar on my calf. I had received the injury in a football pitch, where I was hit by a studded boot. But, it seemed not so.…I got the scar from a nasty bite by a dwarfish man. Was it on that rainy misty morning? On that narrow mountain track?
He was coming towards me holding an opened umbrella. He was so frightened as to tremble at the sight of me staring at him. Then he fell on his knees and swore that he would never do it again, never, and that Second Sister-in-law's death had nothing to do with him, nor was he the one who incriminated Xiongtou and caused his imprisonment.
In the end he reacted against the rope, his eyes nearly dropping out of their sockets, and he bit my leg hard. He jerked and pulled at the curb-rope round his neck. Then, abruptly, 32 Han Shaogong, "Homecoming," 63-64. 33 Feuerwerker, "Post-Modern ' Search', " 209. 19 he stretched out his fingers, and they began scratching and digging into the earth. perspectives. "The Roots of Literature" defies both the homogeneous understanding of spacetime and the unified Chinese identity that it predicates by highlighting the diverse cultural sites, legacies, and ethnic groups that traditionally remained on the margins of Chinese civilization.
"Homecoming," by contrast, resists the linear progression of time by bringing forth the repressed layer of memory that has been heavily glossed over by a state-imposed "forward-looking" ideology. In both works, Han delineates a route that circumvents the prescribed consciousness of modernity and leads instead to the realm of heterogeneity, to the possibility of difference, and to the discovery of the concealed and repressed.
Han's vision of heterogeneous temporality/spatiality remains relevant to today's China. As China has entered the twenty-first century, its modernization project has merged with the process of globalization. The current state modernity discourse narrates globalization as both necessary and inevitable for China's development, a premise apparent in slogans like "integrating with the world." By reifying notions of linearity and teleology, the nation has entered further and faster into the developmentalist mentality. Its leaders claim to work toward a "harmonious society" (hexie shehui) in the midst of inequality, injustice and vast disparities of wealth, all factors that could precipitate social unrest. Ironically, this social ideal is invoked less to improve social welfare than to justify the government's suppression of dissent. So as to achieve "harmony," whatever smacks too much of difference, contestation, resistance and challenge gets conveniently smoothed over in the name of China's economic development. In the context of present-day China, so immersed in the logic of development and homogeneity, revisiting the work Han Shaogong wrote three decades ago can invite a rethinking of well-entrenched teleological narratives concerning history, culture, and development.
